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The premise of this essay stands in the relation that the meaning of the color has in the visual 
FRQVWUXFWLRQRIWKH¿OPLFHQYLURQPHQW7KHUHDVRQLQJEHJLQVZLWKWKHVFLHQWL¿FHQOLJKWHQPHQW
RI KRZ WKH KXPDQEHLQJ UHDFWV WR WKH SUHVHQFH RI FRORU DQG WKHQ WKH VLJQL¿FDQFH RI FRORU
LV DGGUHVVHGDVZHOO DV LWV DVVRFLDWLRQ WR FLQHPDWRJUDSK\ ,Q WKH LQWHUSUHWDWLRQRI WKH¿OPLF



































































































































































































































































H UHVSHWLYRVFRPSULPHQWRVGHRQGDTXHD UHWLQDGR VHUKXPDQRpFDSD]GHSHUFHFLRQDU'H
VHJXLGDpFRORFDGDDTXHVWmRGD³KDUPRQLD´RX³QmRKDUPRQLD´GDVFRUHVSRU-RKDQQHV,WWHQ







construção da mise-en-scène HVXFHVVLYDFRPSRVLomRYLVXDOGRDPELHQWHItOPLFR
1RVFDStWXORV³&RU´H³$PELHQWH)tOPLFR´VmRDSUHVHQWDGDVUHIHUrQFLDVSRQWXDLVDRSURMHWR
³9HQWUH´FRPRH[SOLFDomRSUiWLFDGRVFRQFHLWRVPHQFLRQDGRV


















e SUHPLVVD GHVWH HQVDLR TXH D FRU DFUHVFHQWD VLJQL¿FDGR DR FRQWH~GR
FLQHPDWRJUi¿FR WUDQVSRUWDQGR XPD PDLRU FDUJD HPRFLRQDO DR HVSHWDGRU $
SHUFHomRGDFRUpDQDOLVDGDVHJXQGRGRLVSDUDGLJPDVQXPDSULPHLUDIDVHDWUDYpV
GDSURYDFLHQWt¿FDTXHFRQVWDWDTXHRVHUKXPDQRHQWHQGHGXDVFRUHVFRPRVHQGR
diferentes e atribui valor emocional a certas gamas cromáticas; a segunda fase 
corresponde à psicologia da cor, que apresenta uma análise subjetiva em relação 
jUHDomRHPRFLRQDOGRHVSHWDGRUSHUDQWHRLPSXOVRGDFRU
2VXEFDStWXOR6LJQL¿FDomR6HPLyWLFDHVWXGDDSRVLomRGDFRUQDDWULEXLomR








1.1 CONSTRUÇÃO E PERCEÇÃO DA COR
Color is one of our most important tools and not merely because we can do beautiful things 
with it. Far more fundamentally is its power as a communications tool. Color affects the viewer 
in the same way that music or dance does: it reaches people at a gut emotional level. For this 
























This is now called the “Purkinje effect”, which fools the brain into perceiving moonlight as 
VOLJKWO\EOXLVKHYHQWKRXJKDVUHÀHFWHGVXQOLJKWLWLVWKHVDPHFRORUDVGD\OLJKW
7KLV LV WKH UHDVRQ LW LV D FRQYHQWLRQ LQ ¿OPPDNLQJ WR OLJKW QLJKW VFHQHV DV VOLJKWO\ EOXH
representing how we perceive moonlight, not how it actually occurs in nature.4
$FRUGHXPREMHWRpRUHVXOWDGRGDVRQGDVHOHWURPDJQpWLFDVGHOX]TXHDVXSHUItFLHDIHWDGD
QmRDEVRUYH$OX]GRVROSRUH[HPSORpXPFRQMXQWRGHWRGDVDVFRUHVPDVQmRQDPHVPD















1.1.1 CAPTAÇÃO DA IMAGEM
([LVWHP GRLV PpWRGRV GH UHJLVWR GH LPDJHP 1R DQDOyJLFR D OX] FDSWDGD SHOD REMHWLYD p
JUDYDGDGLUHWDPHQWHQDSHOtFXODDWUDYpVGHXPSURFHVVRPHFkQLFRTXHPRYHRVframesGR¿OPH












2 IRUPDWRRAW permite ao utilizador o acesso a toda a informação que o sensor capta na 
FULDomRGDLPDJHPGLJLWDOWDOFRPRRQHJDWLYRQRFLQHPDDQDOyJLFR







5$:LPDJH¿OHVFDQLQHVVHQFH¿OO WKHVDPHUROHDV¿OPQHJDWLYHV LQ WUDGLWLRQDO¿OPEDVHG
photography: that is, the negative is not directly usable as an image, but has all of the information 
QHHGHGWRFUHDWHD¿QDOYLHZDEOHLPDJH5
A principal vantagem de gravar no formato RAW está no acesso à imagem em bruto, o que 
SHUPLWHDRXWLOL]DGRUDOWHUDURVYDORUHVGDFRUGHIRUPDVLJQL¿FDWLYDJUDoDVjHVFDODDPSODGH
dynamic rangeHFULDUDPELHQWHVGLVWLQWRVFRPDPHVPDLPDJHP
Hablar de la armonia de los colores es juzgar la acción simultánea de dos o de varios colores. 
Las experiencias y las pruebas de concordancias subjetivas de colores muestran que personas 













Hice colocar a los alumnos ante sus hojas respectivas de manera que pudiera ver al mismo 
tiempo su cara y su concordancia de colores. Tras un breve silencio de extrañeza, todos 
empezaron a reir ya que se daban cuenta de la curiosa relación entre la expresión coloreada de 
los rostros y las concordancias de los colores respectivos. Acabé esta clase con estas palabras: 
“Las agrupaciones de colores que cada uno ha realizado responden a una impresión subjetiva: 
son colores subjetivos”.7
1.1.2 A HARMONIA DAS CORES






1.1.3 PSICOLOGIA DA COR





it a minor irritation, but if it has yellow stripes our reaction will be different. The same instinct 
tells us when food is unsafe to eat(...)8
$VRQGDVPDJQpWLFDV OX] DWLQJHPR ROKR KXPDQR HPGLIHUHQIHV VHQWLGRV LQÀXHQFLDQGR D
SHUFHomR1DUHWLQDHODVVmRFRQYHUWLGDVSDUDLPSXOVRVHOpWULFRVTXHSDVVDPSDUDRKLSRWiODPR
DSDUWHGRFpUHEURTXHJRYHUQDDVKRUPRQDVHRVLVWHPDHQGyFULQR
Color is energy and the fact that it has a physical effect on us has been proved time and again in 
H[SHULPHQWV±PRVWQRWDEO\ZKHQEOLQGSHRSOHZHUHDVNHGWRLGHQWLI\FRORUVZLWKWKHLU¿QJHUWLSV
and were all able to do so easily.9
$FRUJHUDVLJQL¿FDGRTXDQGRpLQWURGX]LGDSURSRVLWDGDPHQWHQXPDREUDGHFULDomRDUWtVWLFD
YLVXDO H[LVWH XP FRQMXQWR GH FRUHV EiVLFDV  QR VLVWHPD JHQHUDOL]DGR TXH DSUHVHQWDP
























physical reaction we have to red. Strong blues will stimulate clear thought and lighter, soft blues 
ZLOOFDOPWKHPLQGDQGDLGFRQFHQWUDWLRQ&RQVHTXHQWO\LWLVVHUHQHDQGPHQWDOO\FDOPLQJ,WLV
the color of clear communication. Blue objects do not appear to be as close to us as red ones. 
Time and again in research, blue is the world’s favorite color. However, it can be perceived as 





is emotional, therefore yellow is the strongest color, psychologically. The right yellow will lift 
RXUVSLULWVDQGRXUVHOIHVWHHPLWLVWKHFRORURIFRQ¿GHQFHDQGRSWLPLVP7RRPXFKRILWRUWKH
wrong tone in relation to the other tones in a color scheme, can cause self-esteem to plummet, 





Green strikes the eye in such a way as to require no adjustment whatever and is, therefore, 
restful. Being in the centre of the spectrum, it is the color of balance – a more important concept 
than many people realize. When the world around us contains plenty of green, this indicates 
the presence of water, and little danger of famine, so we are reassured by green, on a primitive 












associations with time and space and the cosmos. Excessive use of purple can bring about too 
much introspection and the wrong tone of it communicates something cheap and nasty, faster 




Since it is a combination of red and yellow, orange is stimulating and reaction to it is a 
FRPELQDWLRQ RI WKH SK\VLFDO DQG WKH HPRWLRQDO ,W IRFXVHV RXUPLQGV RQ LVVXHV RI SK\VLFDO
FRPIRUW  IRRGZDUPWK VKHOWHUHWF DQGVHQVXDOLW\ ,W LVD µIXQ¶FRORU1HJDWLYHO\ LWPLJKW
focus on the exact opposite - deprivation. This is particularly likely when warm orange is used 















3XUHJUH\ LV WKHRQO\FRORU WKDWKDVQRGLUHFWSV\FKRORJLFDOSURSHUWLHV ,W LVKRZHYHUTXLWH
suppressive. A virtual absence of color is depressing and when the world turns grey we are 
instinctively conditioned to draw in and prepare for hibernation. Unless the precise tone is 






creates protective barriers, as it absorbs all the energy coming towards you, and it enshrouds 









of the spectrum into our eyes. Thus it also creates barriers, but differently from black, and it 
LVRIWHQDVWUDLQWRORRNDW,WFRPPXQLFDWHV³7RXFKPHQRW´:KLWHLVSXULW\DQGOLNHEODFN
XQFRPSURPLVLQJLWLVFOHDQK\JLHQLFDQGVWHULOH7KHFRQFHSWRIVWHULOLW\FDQDOVREHQHJDWLYH
Visually, white gives a heightened perception of space. The negative effect of white on warm 








GR FDPLQKRSDUD HQWUDU QR SDUkPHWUR GD GHVFREHUWD GDV SHUVRQDOLGDGHV TXH QDUUDPR¿OPH
³9HQWUH´
$DWULEXLomRGHVLJQL¿FDGRIRLEDVHDGDQDFRQGXWDOyJLFDGDSHVTXLVDGH0LFFR*URHQKROPH
na obra ,f it’s Purple, Someone’s Gonna DieGH3DWWL%HOODQWRQL














Red is power. But red doesn’t come with a moral imperative. Depending on the story’s needs, 
red can give power to a good guy or a bad guy.11
Tiago usa a cor vermelha como peça de roupa, unicamente na primeira cena, embora esteja 
URGHDGRSHORVDSRQWDPHQWRVFRORULGRVQRGHVHQURODUGDQDUUDWLYD






except for one key scene in which the ambient color changes for a reason. When it is done 








11%(//$1721,3DWWL±If it’s Purple, Someone’s Gonna Die. 1ª HG%XUOLQJWRQ0$(8$)RFDO3UHVV
,6%1S






$ SHUVRQDJHP EDWH j SRUWD SRU DOJXQV PRPHQWRV DWp TXH 7LDJR DSDUHFH HP WURQFR QX H
HQVDQJXHQWDGR
Red is a strong color that advances from a surface, and is thought to be arousing. Symbolically 
UHG LVDVVRFLDWHGZLWK¿UH ORYH MR\SDVVLRQDQGHQHUJ\$VDKHUDOGLFFRORUUHGHPERGLHV
FRXUDJHDQG]HDO,WLVDOVRFRQQHFWHGZLWKUHYROXWLRQEORRGDQGGDQJHU13

















that someone or something is going to be transformed. For example, in “West Side Story”, 
Bernardo, his purple shirt as intense as his attitude, mambos with Anita, not knowing that in 
WZHQW\IRXUKRXUVKHZLOOEHGHDG,Q³7KH6L[WK6HQVH´GUHVVHGLQHOHJDQWLULGHVFHQWYLROHW
Anna goes to the wine cellar only to return within minutes see her husband murdered.
The death may not always be literal. It may not always be “someone” but “something” that 
will die or be lost when purple appears onscreen.14
1.2.2 ANA E A “ASCENÇÃO”
$RFRQWUiULRGH7LDJRDSHUVRQDJHP$QD¿JXUDRFDPLQKRGH³DVFHQomR´¿QDOL]DQGRR¿OPH









DSHQDV GRLV DSRQWDPHQWRV QR LQtFLR GR ¿OPH TXH PH OHYDUDP j VHOHomR GD FRU LGHDO SDUD
D SHUVRQDJHPGH$QD$ HVFROKD UHFDLX VREUH D IRUPDGH FRPRD FRU SRGHULD WUDQVSRUWDU D
FRQRWDomRGHLQRFrQFLDHVLPSOLFLGDGHjSHUVRQDJHP
14%(//$1721,3DWWL±If it’s Purple, Someone’s Gonna Die. 1ª HG%XUOLQJWRQ0$(8$)RFDO3UHVV
,6%1S
Numa fase inicial da narrativa, Rosemary vive num mundo ingénuo movido pelo 
sonho romântico do seu amado. Após um primeiro contacto com a morte de uma 
vizinha (Terry) por suicídio, o jovem casal inicia uma relação de amizade com 







3RODQVN\XVHVDSDOH\HOORZFOXH WRFKDUDFWHURQFHDJDLQVL[\HDUV ODWHU LQ&KLQDWRZQ ,Q
both cases, the yellow is a metaphor of innocence. But it is innocence violently lost. Rosemary’s 
yellow is pastel and childlike.16






15%(//$1721,3DWWL±If it’s Purple, Someone’s Gonna Die. 1ª HG%XUOLQJWRQ0$(8$)RFDO3UHVV
,6%1S
































2¿OPH³9HQWUH´ p LQLFLDGR FRPXPSODQRGD MDQHODGH FDVDGRVSURWDJRQLVWDV RSRQWRGH
UHIHUrQFLDGRHVSHWDGRUpHVFXURUHODWLYDPHQWHDRPXQGRH[WHULRUXPDPHWiIRUDSDUDRHVSDoR
QHJURHFRQ¿QDGRGHXPHVWDEHOHFLPHQWRSULVLRQDO











1D OHLWXUD VHJXLQWH YHUL¿FDVH TXH$QD HVWi PDJRDGD H 7LDJR DSDUHFH HP SODQR FRP XP
EULQTXHGRSDUDDIXWXUDFULDQoD2EULQTXHGRIRLHQFRQWUDGRQDUXDHVLQDOL]DRSHULJRTXHDV











Embora a personagem não entre na sala iluminada, esta luz incidente transmite uma orientação 
HVSLULWXDO1RVHJXQGRPRPHQWR$QDPRVWUDDUDGLRJUD¿DjPpGLFDHGHVHJXLGDWRPDDVXD
GRVHGLiULDGHPHWDGRQD







foi enunciado anteriormente, a camisola bege acrescenta uma certa inocência à personagem e a 
PDODYHUGHXPDHVSHUDQoDQXPIXWXURPHOKRUSDUDVLHSDUDRVHX¿OKR
1DWHUFHLUDFHQD7LDJRMDQWDHPFDVDGDPmHHDSUHVHQWDVHGHWVKLUWUR[D&RQWUDULDPHQWHD











A quarta cena retorna ao quarto do casal, com uma visita inesperada de Sacramento, o confronto 








































Os azuis do céu revelam-nos a lei fundamental do cromatismo.20
$FULDomRGRDPELHQWHItOPLFRHVWiFRQGLFLRQDGDDRVPDLVYDULDGRVIDWRUHVFRPRHVWpWLFDlook, 
QDUUDWLYDFRPSRVLomRHQWUHRXWURV1HVWHFDStWXORpHVFODUHFLGRRPpWRGREiVLFRGHFULDomR






6mR DSUHVHQWDGRV H[HPSORV SUiWLFRV GD FRQFHomR YLVXDO QD UHODomR GH DPELHQWHV LQWHULRUHV
H[WHULRUHVGR¿OPH³9HQWUH´2FDStWXORpFRQFOXtGRFRPXPDVtQWHVHJHUDOGDUHODomRGDFRU
com o ambiente fílmico, dando a ideia da construção da mise-en-scèneHGRVDPELHQWHVGR¿OPH
³9HQWUH´
(VVHSDUDOHORHQWUHDDWPRVIHUDHRV¿OWURVQRVDMXGDDFRPSUHHQGHUFRPRIXQFLRQDPDOX]H
suas cores. Ajuda também a entender que não são as cores que determinam se uma luz é natural 
RXDUWL¿FLDO8PDOX]DPDUHODSRGHVHUWmRQDWXUDOTXDQWRDOX]DUWL¿FLDOTXHXVDPRVGHQWURGH
FDVD%DVWDROKDUDOX]DPDUHODGDGRVROGH¿PGHWDUGHSDUDYHUTXHHODWHPDPHVPDFRUGD
luz da cozinha. Podemos dizer também que as fontes de luz são todas iguais, e que a diferença 
entre a luz da cozinha e aquela do sol é a intensidade da reação que transformou matéria em 
energia. Se essa reação for intensa e emitir muita radiação, teremos uma luz diferente daquela 
JHUDGDSRUXPDRXWUDUHDomRGHSRXFDLQWHQVLGDGH,VVRSRGHVHUREVHUYDGRHPDVWURItVLFD









2.1 LUZES “QUENTES” E “FRIAS”





TXHYLVLYHOPHQWHpYHUPHOKR mas quente mesmo é o fogo azul.2XQRFDVRGDFKDPDGRIRJmR
GDFR]LQKDQDEDVHRQGHDFKDPDVDLGRELFRGHJiVHODpD]XOSDVVDHQWmRSRUWRGDVDVFRUHV
GRDUFRtULVDWpVHWUDQVIRUPDUHPDPDUHODHSRU¿PYHUPHOKD22
3DUD FRQWUDULDU D WHQGrQFLD GDV JDPDV FURPiWLFDV H[LVWHPDV SHOtFXODVdaylight e tungsten, 
QRFDVRGRGLJLWDOHVWHVEDODQFHDPHQWRV ID]HPSDUWHGDVGH¿QLo}HVGD LPDJHP$RSomRGH
película ou balanceamento daylightpXVDGDTXDQGRH[LVWHXPH[FHVVRGHD]XLVOX]TXHQWH
dando um lookQRUPDOjOX]GRGLD&RQWUDULDPHQWHDRSomRtungsten foi fabricada para dar um 
ERPUHVXOWDGRjOX]DPDUHODGDVOkPSDGDVLQFDQGHVFHQWHVOX]IULD
2VWHUPRV³OX]TXHQWH´H³OX]IULD´VmRGLIHUHQWHVGDVWRQDOLGDGHGHFRU1DSLQWXUDDSUHQGHPRV




220285$(GJDU3HL[RWRGH±50 anos Luz, Câmera e AçãoHG6mR3DXOR%UDVLO(GLWRUD6(1$&
,6%1S




SRWrQFLD FDORUt¿FD H FRP R FRPSULPHQWR GH
RQGD FXUWR p UHIHULGD FRP XPD OX] GH DOWD
WHPSHUDWXUD GH FRU e R H[HPSOR GD OX] GR
sol ou dos +0,¶V'RODGRFRQWUiULRHVWmRDV
OX]HV GH EDL[D WHPSHUDWXUD GH FRU DTXHODV
que têm fraca intensidade, pouca energia, não 
transmitem muito calor e o comprimento de 
RQGDpPDLVORQJRFRPRSRUH[HPSORDVOX]HV
GH WXQJVWpQLR GDV OkPSDGDV LQFDQGHVFHQWHV











potência, permitiram dar o lookQDWXUDOLVWDGHXPDFDVD³QRUPDO´TXHIRLRSULQFLSDOREMHWLYR24 
Quanto mais baixa for a temperatura de cor, mais vermelha será a sua luz. Quanto mais alta, 
mais azul. Assim, as lâmpadas de temperatura de cor baixa, ditas de 3200°K, são as que 





As lâmpadas de alta temperatura de cor, que são equivalentes à luz do sol, são usadas para 
LOXPLQDUDVFHQDVGRV¿OPHVGD\OLJKWHHVWHVVmREDODQFHDGRVSDUD.25







(GJDU0RXUDH[LVWHDSHQDVXPmodus operandi correto, abrangente a todo o cinema, no livro 
50 anos Luz, Câmera e Ação constam dicas preciosas sobre minuciosidades preciosas na hora 
GHURGDU
242VÀRRUSODQWVUHIHUHQWHVjLOXPLQDomRGR¿OPH³9HQWUH´HVWmRSUHVHQWHVQRFDStWXORAnálise de Caso e nos Anexos












Quanto ao elemento NGDVLJOD'1,(0RXUDGiEDVWDQWHLPSRUWkQFLDjQDWXUH]DGDOX]TXHp
HVFROKLGDSDUDFDGDFHQD
Depois de resolver qual será a direção do ataque, é chegada a hora de decidir qual será a 
sua natureza. O problema de resolver a natureza da luz é crucial. Dessa escolha dependerá o 
UHDOLVPRGDFHQDeIiFLOHQWHQGHULVVRSRLVHPERUDR¿OPHQmRYHMDDVFHQDVFRPRVPHVPRV
ROKRVTXHDJHQWHYrHVVDGLIHUHQoDQmRpVX¿FLHQWHSDUDPXGDUDQDWXUH]DGDOX]FRPTXH
devemos iluminar a cena. Se, por exemplo, quisermos que a cena pareça iluminada pelo sol, 
devemos usar uma fonte que seja dessa mesma natureza, ou seja, uma luz dura, que cause 
sombras. Assim, conseguiremos fazer o que o sol faz, sombras duras, bem desenhadas. Se a 
HVFROKDTXH¿]HUPRVQHVVHHVWiJLRIRUHUUDGD²QHVVHH[HPSORVHWHQWiVVHPRVLOXPLQDUXP








mais difuso e abrangente, mas no set D RSomR IRL SHOD HVFROKD DSUHVHQWDGD Floorplants 
disponíveis nos Anexos








RYDORUGD LQWHQVLGDGH WDLV FRPRFRORFDU DWULWRV j IUHQWHGR UHÀHWRU WHODVGHDUDPH¿OWURV
QDWXUDLVHWF
2XVRGHGLIXVRUHVQmRpDFRQVHOKiYHOSRLVVHUYHPSDUDDOWHUDUDQDWXUH]DGDOX]HQmRDVXD




Qualquer uma dessas maneiras é válida para chegar ao diafragma que queremos. Mas não é 
só para determinar a profundidade de campo que se escolhe um diafragma antes de começar a 
iluminar. Faz-se isso porque não há outra maneira de iluminar.27
)LJXUD,OXPLQDomRH[WHULRU&HQDGR¿OPH³9HQWUH´














$ LOXPLQDomR QmR GHYH VHU H[DJHUDGD RX LQH[LVWHQWH DOJXQV DSRQWDPHQWRV FRPR ³OX] GR
FDQGHHLUR´RX³OX]H[WHULRU´SRGHPID]HUWRGDDGLIHUHQoD
&25(6




Color description is a subjective process, so to provide an objective view, art directors 
provide color chips and color sketches for scenic artists and set painters. Production 
designers use color for psychological and stylistic effect by keying certain colors 
to characters, scenes, and sequences. Some designers work out the general color 
SURJUHVVLRQIURPVFHQHWRVFHQHEHIRUHWKH\GRRWKHUGHVLJQVFKHPHV,IDFKDUDFWHU¶V
SHUVRQDOLW\LVGDUNWKHGHVLJQHUFDQXVHORZNH\FRORUV,IWKHFKDUDFWHULVDKDSS\W\SH
the chosen color scheme can be in light values. 29
Another Dimension:
An art director needs to understand three-dimensional design. How else can shapes 













2.3 RELAÇÃO INTERIOR/EXTERIOR NO FILME “VENTRE”
Tal como analisado no capítulo referente à Cor e na Análise de Caso, a construção do ambiente 
ItOPLFRGR¿OPH³9HQWUH´IRLLQLFLDGDFRPRPRWLYRGHFRPSOHWDUDGLPHQVmRVLJQL¿FDWLYDHQWUH
DVSHUVRQDJHQVHRPHLRTXHDVURGHLD
Sometimes the way the actors, setting, and decor in a movie look is the most powerful 
LPSUHVVLRQ ZH WDNH DZD\ IURP D ¿UVW YLHZLQJ %XW GHVLJQ LQYROYHV PRUH WKDQ ¿UVW
impressions. Whatever its style and ultimate effect may be, design should help express 
DPRYLH¶V YLVLRQ FUHDWH D FRQYLQFLQJ VHQVH RI WLPHV VSDFHV DQGPRRGV VXJJHVW D
FKDUDFWHU¶VVWDWHRIPLQGDQGUHODWH WRGHYHORSLQJ WKHPHV ,GHDOO\DPRYLH¶VGHVLJQ








a diferença de luminosidade e a presença de uma janela fechada com linhas retas transporta a 
VHQVDomRGHHQFODXVXUDPHQWR














dinheiro perdido, ela dirige-se à porta num passo acelerado e com a luz incidente cada vez mais 
IRUWH2HQTXDGUDPHQWRpFRPSRVWRSRU WRQVFDVWDQKRVRTXH WUDQVPLWHSD]H WUDQTXLOLGDGH




período dedicado à decoração do set IRL GHOLQHDGD D UHODomR GH GXDOLGDGH HQWUH R LQWHULRU
H[WHULRU$QD7LDJRGLDQRLWHH³DELVPR´´VDOYDomR´




set, o termo refere-se ao lookJHUDOTXHFRPS}HR¿OPH7DOFRPRGHPRQVWUDGRDQWHULRUPHQWH
QHVWHFDStWXORDFRPSRVLomRYLVXDOGR¿OPHLQÀXHQFLDDIRUPDFRPRRHVSHWDGRUVHUHODFLRQD








The visual elements of mise-en-scène are all crucial to shaping our sympathy for, and 
understanding of, the characters shaped by them.(...)31
4XDVHWRGRVRV¿OPHVHPHUJHPQDSUySULDmise-en-scène, isto acontece quando a composição 
YLVXDOGR¿OPHHVWiHPSHUIHLWDVLQWRQLDFRPDQDUUDWLYDHWHPiWLFDDERUGDGD
2HVSHWDGRUHQFDUDRDPELHQWHItOPLFRFRPRDOJR³QDWXUDO´SRUPDLVIDQWDVLRVRRXHVWUDYDJDQWH
que ele seja, a ligação entre a composição visual, a mise-en-scène e o ambiente fílmico tornam 
R¿OPHQXPXQLYHUVRFRQFUHWRTXHVHJHUHSHORVGLQDPLVPRVFULDGRVHQWUHRHVSDoRHRVDWRUHV
$FRUpSDUWHLQWHJUDQWHWDQWRQDFRQVWUXomRGRVHVSDoRVFRPRQDFULDomRGRDPELHQWHItOPLFR
a seleção da paletteGHFRUHVpDEDVHSDUDDGHVLJQDomRGRlook
A linha que separa a mise-en-scèneGRDPELHQWHItOPLFRpWpQXHDSULQFLSDOGLIHUHQoDHQWUHRV
GRLVWHUPRVpTXHDmise-en-scèneHVWiSUHVHQWHQXPDHVFDODPDLVJOREDOGR¿OPHHQTXDQGR
FDGDFHQDSRGHWHUDPELHQWHVGLIHUHQWHV
(..) Sometimes the way the actors, setting, and decor in a movie look is the most powerful 
LPSUHVVLRQZHWDNHDZD\IURPD¿UVWYLHZLQJ%XWGHVLJQLQYROYHVPRUHWKDQ¿UVWLPSUHVVLRQV























VHPHOKDQoDVFRPR³9HQWUH´$SyVHVVDSHVTXLVDVHOHFLRQDUDPVHWUrV¿OPHVSangue do meu 
Sangue32 de João Canijo, Ossos33GH3HGUR&RVWDHDFXUWDPHWUDJHPArena34GH-RmR6DODYL]D
(PERUD DV REUDV DSUHVHQWHP XPD WHPiWLFD LGrQWLFD YHUL¿FDUDPVH DOJXPDV GLVFUHSkQFLDV
QRPHDGDPHQWHQDJDPDGHFRUHVQRPpWRGRGH¿OPDJHPHQDFULDomRGRVDPELHQWHV&RP
RGHVHQYROYLPHQWRGR WUDEDOKRGHFRQFHomRGR¿OPH³9HQWUH´ DV HVFROKDVYLVXDLV IRUDPVH
WRUQDQGRPDLVHYLGHQWHVHSUHFLVDVRV¿OPHVHVWXGDGRVWLYHUDPEDVWDQWHLQÀXrQFLDQDVGHFLV}HV
À semelhança do Sangue do meu SangueR¿OPH³9HQWUH´IRL¿OPDGRPDLRULWDULDPHQWHFRP
SODQRVGHVHTXrQFLD









1D¿JXUD  D SDUHGHPDUFD D GLIHUHQoD HQWUH RV GRLV HVSDoRV RFXSDGRV SRU SHUVRQDJHQV
GLVWLQWDVPDVFRPFDUJDVHPRFLRQDLVVHPHOKDQWHVRPHGR1HVWDLPDJHPWHPRVDSHUFHomR







QD JDPD GH FRUHV HQWUH HVSDoRVPXLWR SUy[LPRV2 SRQWR FUXFLDO QHVWHV HVSDoRV p D FDUJD
HPRFLRQDOTXHDVSHUVRQDJHQVWUDQVSRUWDP
(VWDGLIHUHQoDGHDPELHQWHVpMXVWL¿FiYHOTXDQGRDDomRVHVXFHGHQRLQWHULRUHH[WHULRUHP























A degradação do quarto, sendo ele o espaço mais íntimo das personagens, provoca uma rutura 
QD FRHVmRPHQWDO TXH j SDUWLGD WRPDPRV FRPR µVm¶ 3DUD R ¿OPH ³9HQWUH´ QmR TXHUtDPRV
replicar o que se passa em OssosPDVFDSWDUDOJXQVVLJQRVSUHVHQWHVQD¿JXUDFRPRDPHVD
GHFDEHFHLUDRTXDGURDVPDQWDVYHOKDVHGHGLIHUHQWHVSDGU}HVDVVLPFRPRDSUHVHQoDGR
YtFLRWDEDFRHGURJDQRSODQR
2Arena de João Salaviza, tem como personagem principal Mauro que vive numa liberdade 
FRQGLFLRQDGDjVXDFDVDHQDURWLQDGD³DUHQD´GHXPEDLUURVRFLDO2XWURSRQWRHVVHQFLDOpD












¿OPH4 Months, 3 Weeks and 2 Days35 SHORPpWRGRGD³FkPDUDjPmR´HSRUVHUFRPSRVWRSRU
PXLWRVSODQRVGHVHTXrQFLD
$QDUUDWLYDSDVVDVHHPGXUDQWHRUHJLPHFRPXQLVWDURPHQRHFRQWDDKLVWyULDGHXPD














A movimentação das personagens tanto em 4 Months, 3 Weeks and 2 DaysFRPRHP³9HQWUH´
são o principal motivo para o movimento de câmara, prescindindo do corte de montagem 
LQ~PHUDV YH]HV (VWD HVWpWLFD QD PLQKD SHUVSHWLYD SHUPLWH DSURIXQGDU PDLV QD TXHVWmR GR
UHDOLVPR¿FFLRQDO
Na figura 3.9 existe uma movimentação de Otilia Mihartescu perante a dúvida e incerteza, ela é 
atingida por fontes de luz que apenas a iluminam em algumas ocasiões criando um dinamismo 
de presença/ausência do estado metafórico da personagem. Esta imagem foi decisiva na escolha 






Esta obra de Cristian Mungiu, vencedora da Palm d’Or e do ),35(6&, em Cannes no ano de 








1RJXLmRGR¿OPH ³9HQWUH´ HVWi FRQWHPSODGDXPD FHQD HPTXH D SHUVRQDJHPSULQFLSDO VH




Esta imagem contempla as duas personagens em confronto emocional e físico, num ambiente 
organizado e limpo, com linhas retas muito marcadas e um fundo visível graças à luz do 
background
3DUDR³9HQWUH´DDQDORJLDHVWpWLFDIRLPXLWRVLPLODUDRChristiane F. Wir Kinder Vom Bahnhof 
Zoo$ WtWXORGHH[HPSOR UHIHULPRVR ORFDORQGHDSHUVRQDJHP$QD VH LULDSURVWLWXLU WHULD
de conter este contraste marcado pela segurança de uma sociedade que vive um quotidiano 















The Panic in Needle Park 37  WUDWDVH GR ¿OPH TXH UHWUDWD D KLVWyULD GH XP FDVDO GH






37'XQQH'RPLQLFN3URGXWRU	6FKDW]EHUJ-HUU\'LUHWRUThe Panic in Needle Park>)LOPH@(8$7ZHQWLHWK&HQWXU\)R[
Film Corporation
1D GLUHomR GH IRWRJUD¿D p SRVVtYHO FRQWURODU WRGRV RV IDWRUHV H[FHWR D
meteorologia, no caso concreto das rodagens do “Ventre”, foi possível criar 
“manhã” durante outro espaço temporal devido ao céu enublado que tem o 






















1D ¿JXUD  p SHUFHWtYHO D GLIHUHQoD VRFLDO H GH FDUiFWHU GDV GXDV SHUVRQDJHQV D OX] p
LQFLGHQWH GR WRSR FULDQGR VRPEUDV GHEDL[R GRV ROKRV$ SHUVRQDJHP VHQWHVH KXPLOKDGD H
VR]LQKDHVWHpR~OWLPRUHFXUVRSDUDXPWR[LFRGHSHQGHQWH
As obras apresentadas foram o ponto de partida para a concepção do ambiente fílmico de 
³9HQWUH´
3.2 METODOLOGIAS ADOTADAS
:KHQZHFUHDWHD¿OPSURMHFWRQHRIRXUSULPDU\ WDVNV LV WRFUHDWHDYLVXDOZRUOG IRU WKH
characters to inhabit. This virtual world is an important part of how the audience will perceive 
WKHVWRU\KRZWKH\ZLOOXQGHUVWDQGWKHFKDUDFWHUVDQGWKHLUPRWLYDWLRQV38
$SyVRWpUPLQRGDSHVTXLVDGHGLFDGDjUHIHUrQFLDYLVXDOSDUDR¿OPHRSDVVRVHJXLQWHFRQVLVWLX
em teorizar os possíveis problemas e os desenhos dos ÀRRUSODQWV
'HVWHPRGRIRLSRVVtYHOWHVWDUDLOXPLQDomRHRVFRQFHLWRVGHGLUHomRGHIRWRJUD¿DGXUDQWHRV
ensaios decorridos no mês de Maio que viabilizaram a criação de uma base de iluminação para 
cada setVHQGRSRVVtYHOHIHWXDUIDFLOPHQWHRVDMXVWHVGHFDGDFHQD
)LJXUD5HIHUrQFLDYLVXDOHP³7KH3DQLFLQ1HHGOH3DUN´










2 TXDUWR FRQWpP GXDV MDQHODV GRLV SRQWRV GH OX] QDWXUDO H XP VLJQL¿FDGR SDUD DPEDV
DV SHUVRQDJHQV1R ¿OPH ³9HQWUH´ IRL H[SORUDGD D UHODomR HQWUH R LQWHULRU H R H[WHULRU$V
SHUVRQDJHQVYLYHPXPGLOHPDSHVVRDOHQWUHDDGLomRjKHURtQDHDJUDYLGH]GH$QD









2 FRQIURQWR $QD7LDJR ([WHULRU,QWHULRU 9LGD0RUWH IRL XP GRV FDPLQKRV D H[SORUDU
HVWHWLFDPHQWHSHODGLUHomRGHIRWRJUD¿D
$FHQDH[SORUDPDLVXPDYH]DGXDOLGDGHHQWUHREHPHRPDOQDH[LVWrQFLDGHXPDOX]TXH


































































R DPELHQWHPDLV ³UHDOLVWD´ H ³QDWXUDO´GHXPDFDVDYHOKD H HPGHWHULRUDomR UHIHUrQFLD DR
VLJQL¿FDGRGDVFRUHVQRVXEFDStWXOR³3VLFRORJLDGD&RU´S
1DTXLQWDHVH[WDFHQDVDGLUHomRGHIRWRJUD¿DIRLEDVHDGDQDSUHVHQoDGDLOXPLQDomRGHUXD
apenas a correção com pequenos focos de ledsSDUDFRPSHQVDUDOJXPDVVRPEUDV2VWHVWHVGH
câmara na repérageIRUDPFUXFLDLVSDUDRERPGHVHQURODUGRWUDEDOKRH[WHULRU
$SULPHLUDSDUWHGDFHQDIRLEDVHDGDQDPRYLPHQWDomRGDSHUVRQDJHPQR¿OPH4 Months, 3 






A câmara segue a personagem pelas costas no intuito de colocar a plateia no estado passivo 
QHVWDDomRWDOFRPRHPDOJXPDVFHQDVGH³9HQWUH´RHVSHWDGRUHVWiSUHVHQWHQDDomRPDVGH
IRUPDH[WHULRUGHREVHUYDomR
A presença de candeeiros de rua cria na personagem uma variação presencial no plano, ela vai-
VHDIDVWDQGRGDFkPDUDHGRHVSHWDGRUFRQVHTXHQWHPHQWH
$VHJXQGDSDUWHGDFHQDpSDVVDGDQXPDPELHQWHVHPHOKDQWHjUHIHUHQFLDGR¿OPHChristiane 
F. Wir Kinder Vom Bahnhof Zoo )LJXUD$HVFROKDGHVWH ORFDOGHYHVHjSUHVHQoDGH




















































































(VWH HQVDLR SURYD TXH D XWLOL]DomR GD FRU FRPR PHLR GH VLJQL¿FDomR DFUHVFHQWD PDLV







LOXVLRQLVWDQRVDSUHVHQWDXP WUXTXH HOH IRFDDQRVVDDWHQomRH[DWDPHQWHRQGHTXHUDWUDYpV
de vários artefactos, no cinema usamos esses artefactos para fazer magia, transportando o 
HVSHWDGRUSDUDXPORFDOLUUHDOPDVSUHVHQWHQRQRVVRLQWHOHFWReXPORFDOPiJLFRFULDGRSHOD
QRVVDQDUUDWLYDHTXHGXUDDWpR¿OPHWUXTXHDFDEDU
&RPR HVWXGDQWH GH FLQHPD HVWRX FLHQWH GDV GL¿FXOGDGHV GRPHUFDGR SRUWXJXrV H SRU LVVR
agradeço à Escola Superior de Música e Artes do Espetáculo pela oportunidade que deu a uma 
WXUPDGHDOJXQVVRQKDGRUHV
A nível de conhecimento e cultura visual, os últimos dois anos foram os mais importantes, com 
DFRPSRQHQWHSUiWLFDDID]HUSDUWHGDJUDQGHFRQWULEXLomRGHDSUHQGL]DJHP
Nem Deus pôs a lua no céu para que os homens aprendessem a fotografar, nem Shakespeare 
HVFUHYHXHVVHVYHUVRVVREUHDSHUHQLGDGHGDIRWRJUD¿DSDUDQRVDMXGDU0DVpFRPRVHIRUD
pois, olhando a lua, nela se verá tudo que a luz pode fazer sobre um rosto. E quem é capaz de 
ver isso no céu sempre verá o que se pode fazer com ela, a luz.40













%(//$1721,3DWWLIf it’s Purple, Someone’s Gonna Die.2[RQ5HLQR8QLGR)RFDO3UHVV
,6%1

















(/6$(66(57KRPDV H+$*(1(50DOWH )LOP7KHRU\ $Q LQWURGXFWLRQ WKURXJK WKH
senses.0DGLVRQ$YH1HZ<RUN(8$7D\ORU	)UDQFLV,6%1,
),'$/*2$QWyQLRDa semiótica e seu objecto.(QVDLRSDUDD8QLYHUVLGDGHGD%HLUD,QWHULRU
1998
*$5',(65HQpCompreender o Cinema e as ImagensDHG/LVERD3RUWXJDO3DSHOPXQGH
60*,6%1
,77(1-RKDQQHV±Arte del Color.(GLFLyQDEUHYLDGD3DULV(GLWRULDO%RXUHW
.(11(/*OHQQColor and Mastering for Digital Cinema.%XUOLQJWRQ0$(8$)RFDO
3UHVV,6%1
.5(66*XQWKHUH9$1/((8:(17KHRReading Images - The Grammar of Visual Design. 
DHG0DGLVRQ$YH1HZ<RUN(8$7D\ORU	)UDQFLV*URXS,6%1±±±




0$57,16$QGUp5HLV A luz no Cinema'LVVHUWDomRDSUHVHQWDGDDR&XUVRGH0HVWUDGR
GD(VFRODGH%HODV$UWHVGD8QLYHUVLGDGH)HGHUDOGH0LQDV*HUDLVFRPRUHTXLVLWRSDUFLDOj
REWHQomRGRJUDXGH0HVWUHHP$UWHV9LVXDLV
0,57< -HDQ Aesthetics and Psychology of cinema /RQGRQ5HLQR8QLGR7KH$WKORQH
3UHVV/RQGRQ,6%1






















3 Weeks and 2 Days>)LOPH@5RPpQLD%$&)LOPHV
%HUQG(LFKLQJHU3URGXWRU	(GHO8OULFK'LUHWRUChristiane F. Wir Kinder Vom 
Bahnhof Zoo>)LOPH@$OHPDQKD1HXH&RQVWDQWLQ)LOP
'XQQH'RPLQLFN3URGXWRU	6FKDW]EHUJ-HUU\'LUHWRUThe Panic in Needle Park
>)LOPH@(8$7ZHQWLHWK&HQWXU\)R[)LOP&RUSRUDWLRQ




:DWVRQ(ULF3URGXWRU	$URQRIVN\'DUUHQ'LUHWRU Requiem for a Dream>)LOPH@
(8$$UWLVDQ(QWHUWDLQPHQWH7KRXVDQG:RUGV
 
3UHPLQJHU2WWR3URGXWRU	3UHPLQJHU2WWR'LUHWRUThe Man with the Golden 
Arm >)LOPH@(8$2WWR3UHPLQJHU)LOPVH&DUO\OH3URGXFWLRQV
&DVWOH:LOOLDP 3URGXWRU	3RODQVNL5RPDQ 'LUHWRU Rosemary’s Baby >)LOPH@
(8$:LOOLDP&DVWOH3URGXFWLRQV
73
26LJQL¿FDGRGD&RUQR&LQHPD
-RmR3HGUR5DPRV
